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その成立から 140 年後の 1660 年頃、道路拡張工事による壁の破壊ととも
に消滅した。6）しかしすでに 1649 年に画家アルブレヒト・カウヴが 24 枚の
水彩画のコピーを完成させており、これが唯一マヌエルの『死の舞踏』を
8今日に伝えている。7）道路側に面した壁の長さは 100 メートル以上で、死の
舞踏は横列 24 の区画で、東から西へ約 80 メートルにわたって描かれてい
たと思われる。P. ツィンスリの再現によれば、それは地上から 1.4 メート
































































































































































称号を獲得。画中には「私は 22 歳だった」と書かれている。34 年という
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The Way Niklaus Manuel Used his “Danse Macabre” 
to Show his Thoughts about Contemporary Society 
and his Conception of Posthumous Fame
by Keiko SUZUKI
Niklaus Manuel (1484-1530) was a Swiss artist, poet, and statesman. 
He lived at a time when the Swiss Confederation was growing in military 
strength, but also changed to a more mercenary way of thinking. Manuel ob-
served and portrayed the times and contemporary thinking when he painted 
his “Danse Macabre” on the outer wall of the Cemetery of the Dominican 
Church in Bern. He completed the painting between 1516 and 1520 and 
composed the rhymes that accompanied the pictures. The purpose of this pa-
per is to consider what is left to posterity after one’s death, and his answer to 
this question is shown in his paintings.
Manuel’s “Danse Macabre” differs from traditional works insofar as 
his painting was not commissioned by the church, but by the burghers of 
Bern. From their coats of arms above their painted portraits we can know 
their names. Thus, there was a direct relation between the living persons and 
the figures in his “Danse Macabre”. Most of these people had grown rich 
through their abuse of the modern mercenary soldier system, and as such 
they were powerful and influential leaders in the Bern of their time. They 
wanted Manuel to immortalize them in his painting, but instead he showed 
the vanity of their striving for fame and honour in the face of Death. In his 
later years Manuel served the Swiss Federation without seeking fame or hon-
our for himself and endeavored to mediate between the different factions that 
divided the people after the Reformation.
